Pride is notable for its dynamic treatment of time, which is key both to its appeal as a film and to its presentation of the processes of political change. By combining nostalgia, retro, and heritage, Pride manifests an artistic practice I refer to as temporal layering, which draws attention to how any single moment implies potential relationships with numerous interacting others. I use this notion to understand both the role that the 1984-5 miners' strike assumes in cultural revisions of the 1980s, and the kind of cinematic past that Pride presents. This past can be understood as a development in the heritage genre appropriate to reimagining modern British history, especially that of the 1980s, that could be called retroheritage. By paying attention to the varied temporal layers thus present in Pride, a new perspective is offered on how nostalgia's presumed conservatism sits alongside the 'left-wing melancholy ' (Traverso, 2017) that has dominated in the era of defeats since the 1980s. My ultimate aim is to ask what potential nostalgia may have when envisaging a different future.
1
In telling how a derided minority makes its way to the centre of public acceptability, Retro and nostalgia produce more intimate ways of feeling about the past than is conventional in historical accounts. They help Pride's campaigning purpose by embodying the notion that the personal is in fact political, and their interaction is part of the film's highly dynamic treatment of time. This dynamism allows us to consider the multiple timeframes potentially inherent to any single moment, whether as memory, repetition, reference, anticipation, emergence or regression. It also suggests that change occurs not according to a pre-determined course, but by a process of interacting-one might say dialectically transformative-forces.
Such opening considerations establish the aims of this essay as firstly, to understand the treatment of time in Pride as key to its status both as entertainment and what Raphael Samuel has defended as popular history (see Samuel, 1994) . It puts Pride at odds, however, with a general critical hostility to indulgence in the past as a source of pleasure. Indeed criticism has tended towards what Alastair Bonnett calls an ' anti-nostalgic position', that situates nostalgia as 'the antithesis of radicalism' (2010: 1) and finds that 'regret is a dangerous sentiment … induc [ing] resignation about the present, and so a certain acceptance of its evils' (Richard Sennett, 1977) ; 'in all its manifestations nostalgia is, in its praxis, conservative ' (Susan Bennett, 1996) ; and '[ideologies] of resistance to progress hardly deserve the name of systems of thought' (Eric Hobsbawm, 1962 . All citations from Bonnett, 2010: 2) . As Bonnett points out, such positions do not represent ' analyses but gestures of disdain ' (2010: 3) . Secondly then, this essay proposes a way to analyse what it means to be simultaneously nostalgic and progressive (which not coincidentally is my own position on watching the film, as both a leftist and a child of the time when the film is set).
For in condemning longing for the past, the left condemns significant sections of its own thought and practice, as a champion of both modernity and (albeit alternative) tradition, progress and (albeit oppositional) conservation. It would be better then to acknowledge that nostalgia has a ' constitutive and inescapable nature' (Bonnett, 2010: 3) , and that left wing culture has never limited itself to cosmonauts, Bauhaus living, and the benefits of technological change, but also Luddite revolt, arts and crafts, and folk music. Such acknowledgement seeks not to exempt nostalgia from criticism, nor ascribe to it some supposed predetermined political effect. It focuses instead on determining the kind of nostalgia being elicited in any given moment, and how it is elicited. The following discussion of Pride will thus ask what nostalgia has to offer beyond proof of the moribundity of the 21st-century left.
The Strike and Time
If it seems bizarre that mining imagery should repeat itself-first as activism, and second as fashion item-this reminds us that the retro interest in history is more as a repository of cultural than factual material. The continuing resonance of the strike may nevertheless be considered surprising, given that received wisdom holds it to be a relic of a bygone age. The enduring fascination the strike holds can be seen precisely in how it illuminates the curious way that incompatible and apparently irreconcilable ways of life come into relief during moments of profound change. If the alliance of miners and gay activists may appear as the ultimate unity of opposites, then a further mismatch occurs between their community-based solidity and the individualism of the Thatcher era, as well as between principled opposition and that time itself can be a source of meaning, and a material factor in modern politics.
The strike was both a sudden breach in the national fabric and a prolonged period of suspended animation, which had already achieved the character of a unique dramatic turning point while still ongoing, billed as a decisive confrontation between government and the trade union movement both in journalistic accounts (Crick, 1985) and in the desperate appeals for support by the miners' leader Arthur Scargill.
While both left and right agreed on its epochal significance, it retrospectively forms the central act of Conservative leader Margaret Thatcher's premiership, occurring in the middle of her 11 years in power and the second of her three terms. For her Conservative government, it provided a rejoinder to the strikes of a decade previously when miners beat Edward Heath's 1970-4 industrial policy, prompting his Conservative government first to announce a three-day week, then to call and ultimately lose a general election (Darlington and Lyddon, 2001) . Its focal position for the working class movement brought comparisons instead to the strike of 1926, which saw 1.2 million miners fighting alone for six months after the general strike that precipitated it was abandoned by a trade union leadership keen on negotiation.
By the winter of 1984-5, with the dispute lengthening to a point which had achieved 'no real parallel-in size, duration, and impact-anywhere in the world' (Milne, 1994: ix), victory became a question of endurance itself, of who could hold out the longest.
When impasse became finality and the miners eventually did go back, it was not to the same world, but to devastated communities and the eradication of the entire industry (Rustin, 2015) .
These swirling currents of rupture, repetition, and continuity deepen through the cultural afterlife the strike has achieved. has come to act rather in the way that the 1950s did for a previous generation (see Bayman, 2016) . Retro is defined by its 'half-ironic, half-longing' (Guffey, 2006: 10-1) gaze upon the bygone novelties and passing fads of the recent past, and might seem to signal a certain loss of purpose or commitment to more substantial issues of Marxism requires a ' dialectic between past and future' (Traverso, 2017: xiv) , in which envisage nothing better than an old-fashioned social democracy (Hatherley, 2016: 3) unsuited to a global economy and multicultural working class (Chen, 2013) .
Since at least the second half of the 19th-century, the call to turn over the productive forces of industrial modernity to the common good meant that to be Retro narratives delight in playing with time, which Pride does through using mixed media from the opening credits' folk song, the homemade placards, the disjointed montage and the shifts between television and film, archive, and narrative.
Retro foregrounds what the spectator knows to be outmoded and obsolete: phone calls in Pride are shown being made from fixed lines and sometimes from red public boxes, while photographs are shot on film and developed later at a chemist. Like
Proust's madeleine, the retro experience makes past and present simultaneous in sensuous terms. While retro thus animates past habits, it also acts as an audiovisual museum of subcultural bric-a-brac (Figure 2) . But by bringing us back into the past at a level of everyday experience, retro invites if not so much a suspension of disbelief, then a suspension of the inescapably retrospective aspect of our position.
The spectator is invited to identify nostalgically with motivations whose eventual frustration we, unlike the characters who hold them, always know will occur, and encourages a wish for things to have been different; producing both the melodramatic longing of the 'if only…' (Modleski, 1984) , and the fantasy common to history's losers of 'what if' things had turned out differently (Carr, 1961) .
Typically for a period film, Pride seeks to faithfully recreate the past within 6 In this structural repetition, the transformation is that the miners' vision of future liberation will remain unrealised, as will the class-conscious socialism to which mining communities adhered for over a century.
Repetitions with transformations bridge the initial opposition of LGSM and the mining community-Gethin returns to the Welsh village of his estranged mother while Jonathan is a reminder of the pre-liberation past. Yet in its relation to time, the world of the miners, encapsulated by the village of Onllwyn, lies in dialectical opposition to that of LGSM. When LGSM first decide to contact the mining community by picking it on the map, a change of pace immediately occurs in a cut to an empty hall, generating comic suspense because it seems like the old woman Gwen might be too slow ('too late') to answer the telephone which sits bathed in a shaft of sunlight. The air of almost heavenly quiet is emphasised as a harp plays the notes of 'Solidarity Forever', its first return since the archive footage of the opening credits.
Another rousing sonic transition changes the pace back again as the harp is replaced 
Left Heritage
Temporal layering can be seen at work within Pride's narrative, and it can also be employed to place the film within its contexts. Indeed, the opposition between LGSM and Onllwyn is in part an aesthetic one between retro and heritage: of the consciously fashionable, pastiche, ironic, stylish, and ephemeral on the one hand against solidity to India (Lean, 1984) , A Room with a View (Ivory, 1985) and Maurice (Ivory, 1987) , which were finding particular success around the time that Pride is set (see Higson, 1993; Monk and Sargeant, 2002; Monk, 2011; Vidal, 2012a It is a form of popular feel-good film that is more unabashedly entertaining than the novelistic 1980s heritage, but it replicates however heritage's polished, even 'mannerist', visual style (Vidal, 2012b: 27) . It also displays the personal interactions of ordinary people rather than history's great or glamorous personalities (Dyer, 2002) . to Higson, 'the past is displayed as a visually spectacular pastiche, inviting a nostalgic gaze that resists the ironies and social critiques so often suggested narratively by these films ' (1993: 91) . Such criticism institutes a binary: nostalgic pastiche or social comment; display or critique; and 'in most cases the commodity on offer is an image, a spectacle, something to be gazed at. History, the past, becomes, in Fredric Jameson's phrase, "a vast collection of images" designed to delight the modern-day tourist-historian' (Higson, 1993: 95) .
Once again however, the anti-nostalgic position poses inconsistencies. Indeed, Men make their own history, but they do not make it as they please; they do not make it under self-selected circumstances, but under circumstances existing already, given and transmitted from the past … And just as they seem to be occupied with revolutionizing themselves and things, creating something that did not exist before, precisely in such epochs of revolutionary crisis they anxiously conjure up the spirits of the past to their service, borrowing from them names, battle slogans, and costumes in order and 'history' should not be taken over by the right (Monk, 2011: 12) . Whether as retro, heritage, history, nostalgia or melancholy, tribute towards the past can also be a reminder of the heroism within working class history, an image of solidarity, and a desire for greater harmony than exists in the world of today.
If there is a political problem with Pride, it is not only its erasure of difference in its image of a lost homogeneity and a male dominated manual working class.
It lies also in its final conclusion that the future is unexpected. The greatest anachronism associated with the miners in Pride is their belief that they may one day consciously construct a better world system. Mark's leadership is instead governed by spontaneous inspiration and off the cuff speeches, differently to the official procedure and formal meetings of the miners. His decision to start collecting for the miners is justified with 'I know it's not been planned, it's not been thought through, family. In social realism, the rural workers of La terra trema (Visconti, 1948) or O Canto do Mar/Song of the Sea (Cavalcanti, 1953) , or indeed the miners of strike narratives such as Matewan (Sayles, 1987) and the TV serial Days of Hope (Loach, 1975) , have a timeless bond with the land, which offers consolation for the deficiencies of the present through hopes of future change. In Pride, this bond is subject to a final rupture. The miners aim for a future collectivity that was never to be; LGSM live only for today, but precisely this improvisatory energy forms the basis for the actual change that the film recounts.
If we are to take seriously the criticism that nostalgia offers a vision of the world we would desire to enter into (see Hewison, 1987) , then we might want to think more about not only the loss that nostalgia mourns, but the future possibilities it may hold out. I began by detailing the division between the anti-nostalgic modernists on the left, and the contemporary prevalence of 'left-wing melancholia ' (Traverso, 2017 ). Yet by applying the notion of temporal layering, and the different potentials within any represented moment, they may not be so irreconcilable as they first appear. Srnicek and Williams, we may remember, call to 'invent the future', a task they envisage in:
The expansion of desires, of needs, of lifestyles, of communities, of ways of being, of capacities-all are invoked by the project of universal emancipation.
This is a project of opening up the future, of undertaking a labour that elaborates what it might mean to be human, of producing a utopian project for new desires, and of aligning a political project with the trajectory of an endless universalising vector (2016: 185).
Is this not a description of the enclave LGSM carve out in Gays the Word? Doesn't Pride's retro delight in pop music and culture, its foregrounding of albeit obsolete technologies and bygone commodities in constituting the historicity of our experience, bear a very real similarity to the harnessing of technology to create a 'post-work world [that] revels in the liberation of desire, abundance, and freedom' (Srnicek and Williams, 2016: 177) , and a vision for changing our contemporary reality that is closer in reach than the preservation of folk tradition? The film's starting point is the commonality between two meanings of prideclass pride and gay pride. Together, the miners and LGSM represent lifestyles that are defined in opposition to neoliberal modernisation, as two communities motivated by the welfare of all, rather than an atomised or competitive individual. In dramatising a shift away from the world represented by the village labourers of Onllwyn to that of LGSM, Pride envisages tradition giving way to creativity and expressivity-thus glimpsing the ideal of a future, as Srnicek and Williams put it again, 'that frees us to create our own lives and communities ' (2016: 175) . For if it is the privilege of those who control the past to determine the future, then retro, nostalgia, and commemoration also have their parts to play in forging the world anew.
